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ORGANIZING IDEA: Rehearsal time is a valuable commodity.  This clinic will explore ways 
to get the most out of the rehearsal time you have with your band, orchestra and jazz students. 
 
FIVE PRINCIPLES THAT LEAD TO SUCCESSFUL AND PRODUCTIVE REHEASALS 
Choose Quality Repertoire 

• Selections become the basis for your curriculum 
• Things to consider when selecting repertoire 
• The unit study composition 

 
Know the Score 

• Comprehensive score study leads to well-ordered and productive rehearsals 
• Score study techniques 
• Don’t learn the score in rehearsal 

 
Don’t Over-verbalize in Rehearsal 

• They want to play, so let them 
• Say what needs to be said and move on 
• Develop an intentional rehearsal language 

 
Develop and Use your Conducting and Aural Skills 

• Show what you want, don’t say it 
• Look like the music sounds 
• Encourage eye contact and remember it goes both ways 
• Aural skills matter 

 
Plan your Rehearsals Thoroughly 

• Helps you get the most out of each rehearsal 
• Several levels of planning 
• Evaluate daily rehearsals 

 
THE COMPONENTS OF A SUCCESSFUL REHEARSAL 
Pre-rehearsal Preparation 

• Prepare the physical environment 
• Organize student support 
• Post the rehearsal order and special announcements 

 
Warm-up 

• Get everyone involved 



• Combination of intellectual, visual, physical and auditory processes 
• Time to emphasize fundamentals 
• You can’t tune bad tone 

 
Tuning 

• A journey, not a destination 
• Tuning and playing in tune 
• It’s about the “acoustical beats” 
• Don’t overuse electronics 

 
Technique and Concept Building in the Ensemble 

• Sequential building of skills, techniques, habits and behaviors  
• Teach musical concepts (knowledge & understandings)  
• Teach musical literacy (sight-reading) 
• From dependent to independent learner 

 
Problem Solving 

• Largest block of time 
• Follow well-established learning principles 
• Avoid repetition without purpose 
• Show them how to practice 

 
Closure 

• End with a complete musical experience 
• Everyone involved 

 
Post-rehearsal 

• Don’t just walk away 
• Time to interact with students 

 
HOW PODIUM PERSONALITY AND DEMEANOR CAN EFFECT REHEARSAL 
ACCOMPLISHMENTS 
Create a Positive Learning Environment 

• Make it save 
• Conductor behaviors 
• Check your ego at the door 
• It’s not about you 

 
 
QUOTES FOR REFLECTION 
QUALITY REPERTOIRE 
“I believe that the quality of the music we give our students will play a significant role in the 
public’s perception of the quality and value of music education itself.  That is, if we present 
music which is not serious to our students, we are simultaneously educating the public to 
understand that what we are doing is not serious.” (Whitwell, 1993, p.157). 



“Music of high quality need not be music of high complexity….There should be some pieces 
which present few if any technical or musical problems, some which are very challenging 
technically and musically, and most which can be performed and understood adequately but 
which contain enough challenge to warrant periodic study over a long period of time.” (Reimer, 
1970, pp.133-134). 
 
CURRICULUM PLANNING 
“The curriculum of a discipline is determined by the underlying principles and ideas that give 
structure to that discipline.  The music curriculum is sequentially planned so that primary 
concepts are revisited, expanded and reinforced – cyclically growing in depth and breadth from 
year to year.  This process of growth differs from the process of accumulation by addition.  In a 
cyclical sequence, the various items that need to be presented do not occur once and for all at 
some predetermined time.  They appear again and again, always in new settings, always with 
additional meanings.  The movement is progressive from simple to complex, obvious to subtle.” 
(Thomson, 1983, pp.4-5). 
 
REHEARSAL PLANNING 
“We will spend hours selecting the ‘perfect’ music for the upcoming concert, but will not extend 
that same detailed preparation in the planning of the rehearsal format.  Not only is this self-
defeating, but it becomes a vicious circle leading to personal stress, poor performances, strained 
rehearsals, and a constant battle for program survival.” (Lautzenheiser, 1992, p.25). 
 
There are obviously not enough hours in the day to do everything we would like to do in order to 
improve our ensembles.  However, in terms of the success of our groups, the rehearsal is the 
most important hour of the day.  If the rehearsal is effective, the ensemble has a much better 
chance of being successful……We should have specific objectives in mind for each rehearsal 
and should have a plan for attaining these objectives.  Effective rehearsals don’t happen by 
chance.  Careful planning of rehearsals and carrying out these plans are essential.” (Vinson, 
2005, pp.113-114). 
 
CONDUCTING 
The movement of the conductor is an important part of the rehearsal as well as the performance.  
But many conductors limit their movement to the redundancy of time keeping and beat patterns.  
This means that only stopping and talking, and not watching the conductor, encourages 
expressive playing……To eliminate excessive time-beating, the conductor must lead by 
empowering not by controlling.  The conductor must encourage the ensemble to listen for the 
internal pulse and then must give the ensemble responsibility to sustain it without time-beating or 
a metronome.” (McMurray, 2005, pp.82-83). 
 
ENSEMBLE PULSE 
“I found over the years that the secret to getting an ensemble to play together is to share the 
responsibility for keeping the pulse with the players in the group……Sometimes in a rehearsal I 
will stop conducting to see if the ensemble can maintain the pulse without my help.  They always 
can and this frees me to focus on shaping phrases and musical lines.” (Thomson, 2009, p.19). 
 
 



TUNING 
“A conductor has to understand that harmonic or just tuning and equal temperament are 
different.  A tuning device is wonderful for understanding the tendencies of an instrument in all 
ranges and notes but cannot correct an ensemble’s tuning problems.” (Thomson, 2009, p.19). 
 
MEANS AND ENDS 
“In this context (Comprehensive Musicianship), instrumental performance is not an end in itself, 
but a means to an end.  That end includes the augmentation of knowledge and understanding of 
the structural elements of music and of music as a creative art form of man in a historical 
context; the cultivation of habits, attitudes, and appreciations, and, most important, the 
development of each student’s aesthetic potential, his sensitivity and responsiveness to that 
which is beautiful in music.” (Garofalo, 1983, p.1). 
 
“We limit ourselves if we only think of our role as trainers of skill or developers of technique.  
We can get caught up in teaching ‘the notes and rhythms’, the fingerings, how to shape the 
vowels correctly, how to watch for precise cues – the technique list is endless.  As important as 
all that is, we need to remember that technique must always have a higher calling than itself.  
Our job is to develop the musicians’ technique as a means to something greater, something more 
musical and meaningful.” (Wis, 2007, p.76). 
 
SIGHT-READING 
“Sight-reading is a true test of independent musicianship.  If you want to prepare your students to 
both desire and to be capable of participation in music after they leave high school and college, 
then you must help them become independent musicians.  Good sight-reading skills enable 
students to form chamber ensembles, play successfully in church ensembles, and participate 
confidently and successfully in community bands and orchestras.  Isn’t that a wonderful goal for 
school music programs? (Cooper, 2004, p.129). 
 
MUSICAL INDEPENDENCE 
“A major goal of music education is to develop students who are musically independent and can 
progress to the next level by themselves after they leave school.” (Thomson, 1995, p.11). 
 
“As conductors, we are entrusted with the growth of those who sing or play in our ensembles.  
Their skills, knowledge and experience are equally important considerations.  We cannot simply 
focus on developing their abilities as singers and players; we must also help them understand the 
creative process from the inside out so that they can move from being musical for us, to being 
musical with us, to ultimately, being musical without us.  Even if they spend the rest of their lives 
as members of ensembles under someone’s direction, what we should want for the musicians we 
lead is their ultimate independence: their ability to think and perform musically, to know what 
musical decisions need to be made when faced with a score and to have the ability to make them.  
Their growth as autonomous musicians is what we should strive for.” (Wis, 2007, p.14). 
 
PODIUM PERSONALITY 
“You see, if I took everything I have learned about great leadership and boiled it down to one, 
overriding theme, it would be ‘It’s not about me.’  It’s not about what I can achieve or what kind 
of ensemble I can develop; it’s about gaining an awareness of what needs to be done to develop 



the people I am given to lead.  There has been a fundamental shift in thinking, a shift from ME to 
THEM; from a focus on position and power to one of leading by serving.” (Wis, 2007, p.xi). 
 
“Sarcasm is not good for children.  It destroys their self-confidence and self-esteem.  Like 
strychnine, it can be fatal.  Bitter irony and biting sarcasm only reinforce the traits they attack.” 
(Ginott, 1972, p.66). 
 
“Learning depends on the emotional climate engendered by empathy and civility.  In their daily 
contacts with children, teachers must preserve these vanishing virtues.” (Ginott, 1972, p.77). 
 
“Teachers often ask psychologists how to motivate children to learn.  The answer is ‘Make it 
safe for them to risk failure.’  The major obstacle to learning is fear: fear of failure, fear of 
criticism, fear of appearing stupid.  An effective teacher makes it possible for each child to err 
with impunity.  To remove fear is to invite attempt.  To welcome mistakes is to encourage 
learning.” (Ginott, 1972, p.242). 
 
“I have come to a frightening conclusion.  I am the decisive element in the classroom.  It is my 
personal approach that creates the climate.  It is my daily mood that makes the weather.  As a 
teacher I possess tremendous power to make a child’s life miserable or joyous.  I can be a tool of 
torture or an instrument of inspiration.  I can humiliate or humor, hurt or heal.  In all situations it 
is my response that decides whether a crisis will be escalated or de-escalated, and a child 
humanized or de-humanized.” (Ginott, 1972, p.15-16). 
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